planners and politicians, the promise of competitive advantage and economic growth through the development of one's local creative economy has spread like wildfire. Though Florida's creative class nexus exceeds the creative industries by including, for instance, financial and legal services, creative city and creative class narratives are joined at the hip in formulating the 'creative imperative' (Spillmann & van Osten 2002) which has come to dominate the international urban policy transfer market (Evans 2009 ). Furthermore, this development reflects a wider global socioeconomic shift towards the knowledge economy and the neoliberal commodification of culture in late capitalism (Gibson & Klocker 2005; Hartley 2005; Harvey 2001 ).
From Bolly-to Nollywood (Nigeria's low-budget but highoutput film industry) evermore emerging markets and developing countries are trying to enter the global economic circuits by means of promoting their domestic creative economy. Moreover, as costs of labour rise in developed countries, sectors like the film industry are finding new spaces in satellite production centres abroad (Scott & Pope 2007) . The South African film industry -especially Cape Town with its internationally renowned versatile outdoor locations -has benefited from these runaway productions in recent years.
However, critics are regarding this practice as evidence of the hegemonic power of contemporary global capitalism and proclaim the emergence of a New International Division of Cultural Labour (Miller et al. 2005) .
Though promoted by international development organisations such as the United Nations Development Programme (UNDP) and the United Nations Conference on Trade and Development (UNCTAD) with their already second joint report (2008, 2010) , the rise of the creative economy in the Global South and its manifold effects are yet to be researched sufficiently in order to critically assess and challenge its actual ability to serve as a 'feasible development option ' (UNCTAD, UNDP 2010) . Amongst the first to address this research gap were Barrowclough and Kozul-Wright (2008) , but they failed to pay sufficient attention to the spatial impact of the growing creative industries in the Global South and their role in the economic, social, physical and symbolic transformation of neighbourhoods and localities. Recent works, however, have questioned the transferability of Western creative city policies and critically examined the after-effects of translating the creative city script rooted in European and North American planning ideals into divergent contexts using examples from places such as Singapore (Chang & Lee 2003) , Toronto (Catungal, Leslie & Hii 2009 ) and Darwin (Luckman, Gibson & Lea 2009) .
A groundbreaking book, Spaces of vernacular creativity: Rethinking the cultural economy (Edensor et al. 2010 ) critically interrogates the dominant creative city features as primarily urban, 'high' cultured and middle class, refuting the popular belief of the creative city as a universal panacea. The articles in the book provide an exciting array of alternative stories, adding substantially to previous efforts of recounting creative 'tales from the margins' (Gibson 2010) , for example by focusing on creative small cities (Waitt & Gibson 2009 ), addressing the role of physical remoteness and proximity in the identity construction of local cultural industries (Gibson, Luckman & Willoughby-Smith 2010) and highlighting the importance of 'alternative creativities' for envisioning urban futures as counterbalances to dominant neoliberal discourses (Gibson & Klocker 2005) .
Unfortunately none of these publications feature much that is from an African perspective. Hence, this article sets out to explore the nature of urban regeneration in the Global South and the ways in which such regeneration efforts have been linked to the growth and increasing public recognition of the creative industries.
In particular, it suggests that any benefits from the influx of 'culturepreneurs' (Lange 2005) need to be measured against their impact on pre-existing social, cultural, economic and spatial structures. Sometimes a new lick of paint on a formerly derelict factory is too readily accepted as general evidence of positive urban change. This response fails to consider the more contentious cross-currents deriving from the often antagonistic relationships between 'high' and 'low' art, the city core and suburban spaces, as well as newcomers and old, established communities.
Furthermore, in the South African context, questions around the new appropriation of post-apartheid space cannot be investigated without a critical consideration of persistent racial and economic inequalities as a source of social tensions.
The article draws on a detailed and ongoing examination of Woodstock, a former industrial hub lying just east of Cape Town's city centre, which is currently experiencing rapid change due to the arrival of creative entrepreneurs and property developers. It makes use of local observations and semi-structured interviews with a wide array of stakeholders in Woodstock such as local and provincial government representatives, city planners, publicprivate-partnership exponents, property developers, creative industry stakeholders, cultural and creative industry sector body directors as well as local residents. Yet, before the local case study of Woodstock can be presented in more detail, it is vital to set the broader stage by briefly looking at the creative economy's development in contemporary South Africa in general and Cape Town in particular.
SETTING THE STAGE: THE CREATIVE INDUSTRIES IN

POST-APARTHEID SOUTH AFRICA
The first political reference to the creative and cultural industries in South Africa was made in a national report headed 'Creative South Africa: A strategy for realising the potential of the cultural industries' (Department for Culture, Media and Sport 1998). This is remarkable inasmuch as the new South African democracy was then still in its infancy, with the first Mandela government facing the challenge of quickly delivering on its promises of sound financial restructuring, housing provision and expeditious social reconciliation. As the unemployment rate was high and particularly devastating amongst the previously disadvantaged communities -a situation persistent to this day -the department was mainly focusing on job creation and skills development through its Cultural Industries Growth Strategy. Lacking in political commitment and suffering from an overburdened portfolio, the department only followed up the strategy erratically.
Therefore, the 2011 State of the Nation address came as a surprise as the President stated: 'Linked to tourism, we will continue to develop the cultural industries sector, which contributes about R2 billion to the Gross Domestic Product. We have also seen the value of events such as the Cape Town International Jazz Festival, which contributed more than R475 million to the economy of Cape Town and created 2 000 jobs in 2010' (Zuma 2011) . The speech certainly reveals a rather constricted view of the creative economy, regarding it mainly as a vehicle for propelling the country's tourism industry, a sector endowed with great aspirations for job creation, especially for low-skilled workers, and for subsequent poverty alleviation through the highly contested but politically prevalent belief in economic trickle-down effects. As Eisinger 
We bought the [Old] Biscuit Mill three and a half years ago and by that time that area of Woodstock was degenerated, gone down … it has changed the thing … The lure was the character of the buildings, the size … and the fact that you could actually isolate it from the other surrounding buildings because around it was still [a] dodgy area. So we could create one entrance and we could monitor who comes in. (Interview with property developer, LW 2009).
The developer's inhibitions stem from the Biscuit Mill's proximity to infamous Gympie Street, a narrow side street densely packed with small semi-detached houses typical of Woodstock.
The street made headlines from the early 1990s onwards due to recurring drug-related and violent crimes. When discussing Woodstock's urban transformation, Gympie Street is constantly referred to as the synonym for the 'other' side of Woodstock, often serving as immediate justification for spatial fortification.
As the extensive local research of Lemanski (2004 Lemanski ( , 2007 has shown, these popular narratives of crime and grime have led to a nationwide increase in private security, which in turn contributes to growing danger in the remaining public space 'by abandoning it to those excluded from the privatized world ' (2004, p. 107) . The result is a sociospatial polarisation that separates 'insiders (those with access to desirable spaces) from outsiders (on the margin, looking in)' and essentially perpetuates the social divisions that were inherent during the apartheid state (Lemanski 2004; Saff 2001, p. 102) .
In spite of gradual changes, the majority of the creative spaces in Woodstock are still located in enclosed block developments, where physical access is controlled and private security firms are operating, clearly demarcating the frontier between the desirable, protected creative enclave and the surrounding area as a dangerous 'outside'. This critique does not imply that crime in the area has been eradicated, which is unfortunately not the case, nor does it want to easily dismiss the real threat crime poses to the lives of many South Africans on a daily basis. Rather it seeks to highlight the negative effects deriving from this perpetuation of spatial dualism through the homogenising and essentialist processes of othering (Spivak 1985) .
Though critical researchers such as Peck (2005) Where above the sociocultural separation was described using the binary of 'cool'/'uncool', the resident phrases her sense of alienation based on an economic/racial binary. Though the resident has personally experienced apartheid's racial discrimination due to her categorisation as 'Coloured' and still paints a vivid picture of her daily struggle during those years, she explicitly expresses her strong conviction of racial equality as a cornerstone of post-apartheid society. Her account strongly resonates with a broader argument in contemporary South African urban studies, which criticises the continuation of apartheid's racial/urban divide as it is perpetuated through socioeconomic polarisation stemming from increased market deregulation (Marks & Bezzolli 2001) . Furthermore, the critique of the Biscuit Mill's attraction for 'visitors' (local population from affluent parts of town) and 'tourists' (international visitors to the city) can be related to Eisinger's (2000, p. 331) conclusion that building a city for visitors promises only limited pay-offs for the local population.
On the one hand, the growing attraction of Woodstock as a creative hub has generated broad attention for the neighbourhood and has drawn in a new array of people -visitors who often become new residents who would have previously never ventured into this part of town due to its deprived and crime-ridden image.
Moreover, it has generated economic opportunities for some local businesses and residents as suppliers to the creative process and a low-skilled workforce that is, however, rarely involved in the creative production of the creative industries' commodities. So, on one level, the rise of the creative economy can be said to have produced a positive momentum with new opportunities for social interactions transgressing racial and class boundaries. However, these important opportunities are often kept at bay by, or even lost to, the drastic and varied workings of gentrification. Often unwillingly but nonetheless knowingly, the creative industries are adding to increasing property prices as the creative entrepreneurs and artists are earmarked by the real estate sector as rentgenerating and value-adding tenants, both commercially and residentially. Though there is no reliable data on the number of people negatively affected by the evolving gentrification process, the demise of low-income rental housing followed by growing insecurity of tenure and threat of eviction for the residents described in Fleming's (2011) work is painting a grim picture for the future of Woodstock's urban poor.
In contrast to other post-industrial gentrification scenarios in the Western world, where the pioneer artists are often displaced by more well-to-do peers from the design, advertising and new media segment in a second invasion cycle (Catungal, Leslie & Hii 2009 , p. 1108 In order to address this aspiration, it is imperative to open up the 'geography of creativity' (Edensor et al. 2010, p. 12 ) by breaking up the perpetuated spatial binaries that regard anything outside the designated places of formal creative production as bereft of creativity. This is mutually dependent on a shift in public perception and policy formulation that does not favour value (that is, economic revenue) over values and actively appreciates the more mundane spaces of everyday cultural practice and vernacular creativity. The focus of the article has been on the inner-city fringe area of Woodstock which has seen the unremitting arrival of creatives from various sectors, giving rise to issues common to the process of gentrification, sociospatial polarisation and unequal cultural representation. However, it has been shown that some creative industry outlets have been able to find low-threshold ways of engaging communities through actively acknowledging their distinct local history and diverse sociocultural make-up.
This does not mean that all creative industries in Woodstock have to fully shift their focus and take over responsibility for the government's duty of providing equal opportunities. However, in the post-apartheid context of spatially expressed social inequality, it is counterproductive to leave urban renewal solely to the effects of market forces, and the ambiguous situation in Woodstock is a result of such public disregard. Considering the normative project of inclusive city creation, it is vital to promote social responsiveness in a wider spectrum of local creative industries by raising awareness of the cultural, economic and social needs of their surrounding neighbourhood.
